By focusing on contemporary experimental poetry that engages with ocean plastics, this essay explores the capacity of ecopoetics to make distinctive interventions in the environmental humanities, and in particular the blue humanities. It examines work by Stephen Collis, Adam Dickinson and Evelyn Reilly to show how poetry's forms of juxtaposition, linkage, linguistic porosity, indeterminacy and non-narrative temporalities suggest fertile modes of cultural engagement with the more-thanhuman oceans. This poetry cultivates amplified modes of attention to more-thanhuman scales of space, time, agency and modes of relation, and it performs highly material ways of understanding historical, economic and aesthetic forces affecting the oceans.
At first it is difficult to know what you are looking at ( Figure 1) . A large, white form fills the frame, its rough, alabaster-like surface pitted and scarred, as if by the ravages of time. Looming above the viewer's perspective, it occupies an empty, featureless landscape like an enigmatic monument from a long-forgotten culture.
Then, the moment of recognition hits; the object is, of course, just an upturned polystyrene cup, stranded on a beach by the retreating tide. That aquamarine strip just visible in the far distance will soon return to reclaim this detritus and carry it away, elsewhere. This photograph is one of a series of images of beach debris in artist Andy Hughes's project Dominant Wave Theory. 1 Hughes has spent decades photographing anthropogenic waste in littoral zones; his images transform discarded trash into visually arresting, larger-than life art objects that provoke intensified forms of attention to that which normally passes beneath notice. The artist presents each found object with such compelling vibrancy that even once it is identified as trash, the initial impression of its simultaneous significance and inscrutability lingers.
In the case of the polystyrene cup, the object's seeming monumentality suggests how, despite its ephemeral, throw-away (and thrown-away) status, it also inhabits the temporality of the unthinkably longue durée. Polystyrene's notorious longevity and non-biodegradability has made this substance one of the iconic figures for Timothy Morton's concept of "hyperobjects," "materials from humble Styrofoam to terrifying plutonium [which] will far outlast current social and biological forms."
Hyperobjects, Morton points out, "will be our lasting legacy" 2 and yet because they are so "massively distributed in time and space relative to humans," they outstrip our capacities to fully comprehend their implications, either scientifically or philosophically. 3 Hughes's arresting photograph holds together a series of contradictions: the fleeting use life of disposable plastics and the monumental time of non-biodegradability; the abjection of trash and the sublimity of an entity "massively distributed in time and space;" the humble scale of the hand-held object and the global reach of its ocean-borne travels; the disregarded status of waste and the intensified mode of attention commanded by the work of art.
If Hughes's polystyrene cup appears monument-like, it is because it is indeed a kind of monument to our times, now increasingly referred to as the Anthropocene.
Furthermore, what it memorializes is a momentous shift in the multispecies lives of a realm that has long been consigned to the background of cultural and environmental histories of modernity: the marine world. As John Mack has observed, "[t]he sea is not somewhere with 'history', at least not recorded history… [i]t is not monumentalized." 4 Along with artworks like Hughes's, an emergent oceanic turn in the humanities is in the process of shifting that imaginary. As historian Kären Wigan notes, "the sea is being given a history, even as the history of the world is being retold from the perspective of the sea." 5 For literary scholar Hester Blum, this endeavour also entails rethinking methodological and epistemological paradigms;
"oceanic studies unmoors our critical perspective from the boundaries of the nation" and invests in "recalibrating… the gauges of time and space." 6 Moreover, for an increasing number of scholars, anthropogenic changes in the seas demand that this process of refocusing widen its compass beyond the boundaries of the human. As Philip Steinberg asserts, oceans "need to be understood as 'more-than-human'
assemblages." 7 Perhaps precisely because "the sea is not our home," 8 the development of the marine or "blue" humanities calls for enmeshment between cultural history (traditionally the domain of the humanities) and natural history (aligned with the sciences). will thus draw on insights from these fields relating to economics, corporeal being, agency, subjectivity, collectivity and temporality.
A widening gyre
In "The History of Plastic," from his 2010 collection On the Material, Canadian poet and activist Stephen Collis investigates the entangled economic and ecological dimensions of a historical moment for which the "Great Pacific Garbage Patch" 10 stands as emblematic marker. The poem imagines its contemporary moment by both drawing on and rewriting prior canonical images of historical process:
… polystyrene defining modernity in pure clear flexibility a torrent of products into the widening gyre 11 Collis's pointed reframing of Yeats's famous phrase performs a shift in historical understanding. The "widening gyre" of Yeats's early twentieth-century poem also depicted historical change in terms of profound physical transformations visited upon the earth, epitomised in its imagery of a "blood-dimmed tide" and the "rough beast" that takes concrete form at the end of the poem. 12 This first section of the poem forges a parallel between the structure of polymer molecules and (via the parenthesised allusion to Marx) the structures of capitalism.
Both a key trope of this section and a metapoetic gesture, the image of the "chain" Such material processes form a spatial and temporal mesh of causality that is not teleological but complex, contingent and unpredictable.
In a recent series of blogs, online articles and poems, Collis proposes that we understand our contemporary era as "the era of Geophysical capitalism" rather than the Anthropocene (which implicates all humans, as if equally, in anthropogenic damage). 20 In so doing, he echoes others such as Haraway, Moore and Andreas
Malm, who propose the term Capitalocene to indicate "the geology not of mankind, but of capital accumulation." 21 For Collis, because "life itself-all planetary biological material-is now subject to, and the substance of, the extraction of wealth," a new kind of political "class" has emerged: 22 a biotariat: that portion of existence that is enclosed as a "resource" by and for those who direct and benefit from the accumulation of wealth. So: workers and commoners; most animals and plants, including trees and forest and grassland ecosystems; water; land, as it provisions and enables biological life; minerals that lie beneath the surface of the land; common "wastes" and "sinks" too, into which the waste products of resource production and use are spilled-the atmosphere and the oceans. It's that large. The enclosed and exploited life of this planet. 23 For Collis, the biotariat is an exploited class of "bare life," but also, on the basis of that shared condition, a form of collectivity.
"The History of Plastic" traces a biotariat constituted through the bonds of plastic production, consumption and waste. This collective includes "crude petroleum;" 24 dead turtles; "bladder wrack and cockle shell" washed by a "polymer sea;" 25 aquatic organisms "unable to breathe and cancer/ coating our colons," 26 as well as human bodies beset by toxicity and disease. Above all, this is a political "class" bound together though shared but differentiated physical exposure to petroleum products.
In a talk in 2014, Collis highlights the importance of embodiment in thinking about historically specific biological, chemical and political relations. Remarking that understandings of proprioception, an awareness of one's own situated body, remain "stuck in Anthros," he wonders, "is there such a thing as eco-ception, where what we're physically aware of is our location amongst other species, other things… that are not human, but [that we're] deeply, physically in interaction with?" 27 By tracing "historical natures" constituted through plastics' production and their post-disposal mobility across oceanic geographical and biological bodies, Collis's poem cultivates forms of "eco-ception" that traverse varying scales of space, time and bodily being.
The work thus makes tangible capitalism's yoking together of human and more-thanhuman life. While these bonds enact networks of exploitation and appropriation,
Collis hopes that they might also catalyse "a new and necessary solidarity." highlights how this socio-economic-ecological configuration produces physical forces that escape human mastery, necessitating a rethinking of agency and subjectivity.
"Hail" is the opening poem of Dickinson's collection The Polymers (2013), which treats plastic as "an emergent expression of the petrochemical age… an organising principle (a poetics) for recurring forms of language, for obsessive conduct, and for the macromolecular arrangements of people and waste in geopolitical space." 31 The collection adopts "organising principle[s]" of polymers in the very structures of its own composition, associating each of its sections with a common plastic resin, and mapping each poem's title on to a particular atom within that resin's molecular structure ( Figure 2 ). Dickinson has long-running interests in creating intersections between science and poetry, remarking in an interview that there is so much cultural authority invested in science as an arbiter of what is true and important that… I think there is a need for artists to really engage with science, inhabit its methodologies and signifying frameworks in order to expose the contingencies that lurk there and offer ways of re-conceptualizing and expanding the conversations around many of the issues that scientific discourse and research raise. 32 By pursuing the cultural and philosophical implications of specific scientific knowledge through poetic modes of thinking, Dickinson contends, poetry can perform thought experiments, or swerves of cognition and articulation that he sees as "complementary to scientific forms of research." 33 It is significant that "Hail," the very first poem of The Polymers, centrally figures ocean plastics. Public awareness of marine pollution has made the sea an originary site for a growing sense of plastic as a problem, albeit one generally imagined as "out there," spatially offshore and distant. "Hail" draws on familiar imagery associated with marine plastics, not to merely reinforce this "message" but to Through a series of playful but macabre greetings, offshored waste speaks or writes back to us. Initially, the greetings come from the bodies of far-flung marine inhabitants such as albatrosses (whose plastic ingestion has been made famous by artist Chris Jordan), Caribbean coral reefs and beaked whales (echoing widespread media reporting of stranded whales with stomachs full of plastic). But as the poem progresses, the utterances issue from substances intimately associated with the human body -"breast milk," "cord blood" and "sperm," where recent biochemical research has found plastics additives such as phthalates, with worrisome implications for human health and fertility. 35 The poem thus performs a movement from "out there" to "in here" in relation to human bodies. As Lynn Keller points out in her discussion of this poem, "[t]hat all the damaged bodies offer the same greeting, 'Hello from…,' speaks to their environmental interconnection and our common vulnerability to the same human-produced materials." 36 Furthermore, the mobility associated with the ocean, both in its materiality and in its cultural imaginaries, plays a key role in the poem's figuring of these trans-corporeal relations across varying spatial scales. As Alaimo remarks in recent work that takes her concept of trans-corporeality into the oceans, "marine trans-corporeality would submerge the human within global networks of consumption, waste, and pollution, capturing the strange agencies of the ordinary stuff of our lives." 37 The "strange agencies" of the sea itself thus invite contemplation of more-than- "being" might be produced within the plastic-filled ocean, a medium to which no organism is adapted? While the poem's "hellos" constitute very direct forms of address, its speaking "subjects" are radically indeterminate. Dickinson's syntax stymies attempts to identify what is speaking from "inside/ the albatross;" is it an unidentified plastic object, a single molecule, an atom of hydrogen, or a composite speaker made up of all these things, plus the albatross corpse, plus the "windproof lighter" and so on? Similar questions arise with each iteration of the "hello," and as the poem progresses, greetings emanate not from a single, defined "place," but from sites that shift and proliferate via a syntax of listing: "from breast milk/ and cord blood,/ from microfibers…" As if taking on the grammar of chain-like polymeric structures, the poem models ontologies that are radically distributed, permeable, shape shifting and not restricted to defined organisms or sites.
By invoking the notion of "hailing" in its title, the poem draws a parallel between a plastic-pervaded environment and Louis Althusser's understanding of ideology as an all-encompassing medium within which subjectivity is inscribed. This parallel implies that rather than thinking of petrochemical polymers as "man-made," determined by human needs, desires and technologies, these substances also make us (humans and more-than-humans), in an evolving and unpredictable process of co-emergence. Another such juxtaposition at the poem's conclusion (Figure 3) , comprises a found image of sea birds atop a pile of waste, captioned by a further fragment from "The Whiteness of the Whale:" "Though in many of its aspects this visible world seems formed in love." 49 The quotation continues, in Melville but not in Reilly, "the invisible spheres were formed in fright." 50 Although this was clearly not Melville's inference, one of the "invisible spheres" for him was, of course, the future of the ocean ecosystems about which he wrote. Reframing Ishmael's mediations on his fear of whiteness with the whiteness of Styrofoam, Reilly's poem performs a retrospective "haunting" of Melville's text with new kinds of "fright" that now inhabit the oceans.
For Melville, whiteness signified both "spiritual wonderment and pale dread" but above all an "indefiniteness" which "shadows forth the heartless voids and immensities of the universe." 51 Reilly's poem emphasizes how, in its own contemporary moment, such uncertainties and "immensities" inhere not in a transcendental or "mystical" realm, but in the complex and enigmatic afterlives of plastic polymers; ocean habitats cannot now be framed in metaphysical or symbolic terms but must be engaged in material ways.
However, Reilly's references to Melville's famous book also serve as a reminder of the more materialist dimensions of this work, which viscerally explores the processes and logics of an industrial capitalism that relied heavily on whale oil, as well as other whale-derived products such as baleen. Such substances have now been replaced with petroleum oil and petroleum products such as plastics, which certainly seem more ethical in terms of animal cruelty and suffering. However, by entangling
Melville in the threads of plastics production, consumption and waste that run through her poem, Reilly complicates the relations between whale oil and plastics.
Both are products of an extractive capitalism that works through the appropriation of "Cheap Natures." 52 Furthermore, the poem also highlights how plastic is, of course, implicated in the suffering of non-human animals, particularly in marine contexts.
Indeed, Reilly's poem indicates how the impacts of plastic pollution on non-human animals necessitates a transformation in literary ocean imaginaries and their iconic figures. In a context in which seabirds are among the species most prominently affected by plastic ingestion, 53 an albatross can no longer be imagined as an "antarctic fowl.cherubim," 54 a messenger from a realm beyond the physical, as in the literary imaginations of Melville and Coleridge. Reilly's poem reshapes the image of the albatross within the "collective of humans and non-humans" of her poem:
beyond the dense congregation of species successful in environments where the diversity of plants and animals has been radically diminished (for all averred, we had killed the bird [enter albatross stand-in of choice 55 The scientific idiom of the first lines here interacts with the poetic idiom of the tweaked line from Coleridge to register new imaginaries which position the albatross as a charismatic "stand-in" for ecological damage, rather than for a divine or supernatural force. The trans-corporeal network of harm and responsibility in which the albatross is entangled also necessitates a change in the personal pronoun from Coleridge's "I" to "we." Keller rightly remarks that this substitution performs a shift of focus from an individual's torment over the destruction of a single creature, to collective responsibility for widespread, if less immediately felt, devastation of species diversity. 56 In so doing, it also necessarily deemphasises the capacities of the answer format also parodies the logic of the late capitalist marketplace, which overturns traditional laws of supply and demand: "very often, supply comes before demand… firms… have gained the ability to make something no one was requesting, and all of a sudden everyone wishes to have." 68 Reilly's lines echo this topsy-turvy logic as a way of critiquing an environmental corollary to this mode of production:
the material aftereffects of all this supply come into being long before questions are asked about its ecological impacts.
Although the material fact of "Styrofoam deathlessness" invokes a sense of futurity, the unthinkable scale of its immortality also problematizes the temporality of future orientation. Reilly puts pressure on notions of futurity by circling back to the question "How long does it take?" a page into the poem:
Answer: It is a misconception that materials biodegrade in a meaningful timeframe
Answer: Thought to be composters landfills are actually vast mummifiers 69 Instead of providing more satisfactory replies, or representing a progression of knowledge, these answers merely repeat or return to the problem of temporalities that do not fit with human scales of time as they are currently constructed. Both semantically and formally, the poem invokes a temporality that is both repetitive and embedded within a longue durée that resists conceptualization within a "meaningful timeframe." By engaging with the lives of plastics as they circulate through landfills, ocean gyres, human and non-human bodies, as well as scientific, literary and cultural imaginaries, Reilly's poem embodies a temporal mode akin to Donna Haraway's notion of "staying with the trouble." Says Haraway:
In urgent times, many of us are tempted to address trouble in terms of making an imagined future safe, or stopping something happening that looms in the future, of clearing away the present and the past in order to make futures… Staying with the trouble does not require such a relationship to times called the future. In fact, staying with the trouble requires learning to be truly present, not as a vanishing pivot between awful or edenic pasts and apocalyptic and salvific futures, but as mortal critters entwined in myriad unfinished configurations of places, times, matters, meanings.
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In Reilly's work, polystyrene is trouble acting materially and conceptually in ways that are unexpected, as yet not fully knowable and entwined with other kinds: the wider logics of the marketplace; the material presence of other forms of pollution; the lingering legacies of aesthetic values and environmental imaginaries formed in an age when oceans, in particular, were imagined as vast, timeless and invulnerable to human influence. This is trouble that sticks to and with inhabitants of this planet, from which there is no "away," spatially, temporally or aesthetically.
However, where Haraway's notion of "staying with the trouble" tends to privilege "stories" 71 and narrative forms in general as models for "ongoingness," Reilly's nonnarrative, even anti-narrative, approach proposes alternative aesthetic and conceptual models. As anthropologist Anna Tsing remarks in a related context, "it is necessary to begin again, and again, in the middle of things." 72 Formally and thematically, Reilly's engagement with plastic pollution suggests that an ecopoetics involving reversion, revision and even impasse may be well suited for engaging with temporalities that do not fit with the forward march of capitalist modernity, even though they may have been materially produced by it.
In its own way, each of the poems examined above enacts processes of "staying with the trouble." These works avoid sentimentalising lament over apocalyptic degradation of habitats too often popularly depicted as the planet's "last wilderness." They also resist the problem-solving logic of technical and policy "fixes" that so often shape popular, activist and many scientific discourses on marine plastics. These works refuse the distancing logics inherent in these modes of thinking, which tend to perpetuate an imaginary of ocean worlds as inhuman spaces "beyond the blue horizon." Instead, they portray marine habitats as intimately enmeshed with onshore human activities through mutual entanglement in the networks of capitalist and trans-corporeal relations. Unlike Melville's "great shroud of the sea" which "rolled on as it rolled five thousand years ago" 73 at the conclusion of Moby Dick, contemporary ocean imaginaries clearly need to address ocean worlds as historically-specific and highly changeable (and changing) multispecies habitats.
Engaging with the more-than-human oceans requires modes of philosophical and aesthetic reckoning that can render palpable, if not fully cognizable, human and more-than-human scales of space, time, forms of agency and collectivity. Poetry's formal flexibility offers opportunities for making tangible the strange connectivities, distributed ontologies and more-than-human modalities of space and time active in the widening gyre of ocean studies. 
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